UDC 78.03:78.071.1.+787.61

Khoroshavina Elena Anatolievna,
https://orcid.org/0000-0001-9792-0134
Ph.D. in History of Arts, Associate Professor of Department of Folk
Instruments of Odessa National A. V. Nezhdanova Academy of Music.
elkhguitar@ukr.net

CREATIVITY AS A FACTOR OF ART WILL IN COMPOSING AND
PERFORMING ACTIVITIES.

The purpose of this article is to identify the leading aspects of the phenomenon of creativity as the main factor of
creative freedom in composing and performing activities. The methodology of this article is based on the unity of such
methodological approaches as psychological, musical-historical, socio-cultural, axiological, and interpretive-textual. Scientific
novelty is determined, on the one hand, by the identification of new directions for the study of the phenomenon of creativity as
key in many studies of the psychology of art, and on the other hand, by an in-depth study of the principles of performing and
composing as a creative act. Conclusion. The most significant characteristics of music as a special form of the existence of art can
be called creativity, interpersonal skills, integrity and syncretism. Creativity at the musicological perspective of learning, which
seems to be a factor contributing to the artistic mastery of the world, is of particular importance in the context of the emergence of
a new worldview paradigm of “global creativity”. The multiplicity of creative ideas and their solutions can be viewed as a sign of
mature musical and productive ability, and it is the realization of the creative attitudes of the composer’s personality that ensures
the freedom of their creative embodiment. Creative qualities are not the exclusive properties of composers, creativity is also a
characteristic feature of the performer in his creative work, since it should be understood as a property that ensures personal
development and the ability to create a new artistic phenomenon, a creative product.

Keywords: creativity, creative thinking, psychology of art, performing art, composer activity.

Xopowasina Onena Anamoniiena, Kanouoam Mucmeymeo3HA6CMEd, 6.0. 00YeHma Kageopu HApOOHUX THCMPYMEeHmig
OHMA imeni A.B. Hescoanosoi.

KpeaTusBHicTh sik ¢akTop TBOPUOI BOJIi Y KOMIIO3UTOPChKiil Ta BUKOHABCHKIl AiSIJIbHOCTI.

MeTo10 1aHOT CTATTi € BUSIBICHHS IIPOBITHUX acIleKTiB ()eHOMEHa KPEaTHBHOCTI SIK TOJIOBHOTO YMHHHKA TBOPUYOI BOJI Y
KOMIIO3UTOPCHKil Ta BUKOHABCBHKIN MisTbHOCTI. MeTomoJI0Tisi JaHOT cTaTTi 0a3yeThCsl Ha €IHOCTI TAKMX METOTUYHUX MiIXOIIB
SIK TICHXOJIOTIYHHN, MY3WIHO--ICTOPHYHHMA, COLIOKYJIBTYPHUH, aKCIONOTIYHUIN Ta IHTepIpeTaTHBHO-TeKcTONOTiuHMiA. HaykoBa
HOBH3HA BH3HAYAETHCS 3 OJHOTO OOKY BUSIBJICHHSIM HOBHMX HAINpSMIB JIOCIHIKEHHS ()eHOMEHa KPEaTHBHOCTI SK KIIFOYOBOTO Y
0araThbOX JOCIIJKEHHSX IICUXOJIOTii MHCTENTBa, 3 IHIIONO OOKY — MOIJMOJIEHMM BUBYAHHSM IPHHIMIIB BHKOHABCHKOI Ta
KOMITO3UTOPCHKOT AiSTIBHOCTI SIK TBOPYOro akTy. BucHoBku. HaiiGinpil 3HAYHUMH XapaKTepUCTUKAMU MY3HKH SIK OCOOJIMBOI
¢dopmu OyTTS MHCTEITBA, MOXHA HAa3BaTH KPEaTHUBHICTh, KOMYHIKaTHBHICTh, IUJICHICTP Ta CHHKpeTH3M. KpeaTwBHICTH mpHu
MY3HMKO3HABYOMY paKypci BHBUEHHS, MPEACTABISEThCS (AKTOPOM, IO CIPHSE XYA0KHHOMY OCBOEHHIO MHUpY, 110 HaOyBae
0COONMBOTO 3HAYEHHS B YMOBAaX CTAHOBJICHHA HOBOI CBITOTJISAHOI MapagurMu «rJio0anmbHOI KpeaTHMBHOCTI». MHOXHHHICTH
TBOPUYMX i€l Ta BapiaHTiB IX pO3B'I3KYy MOXKHA PO3IJBIIATH SIK O3HAKY 3pUIOi My3WYHO-IPOJYKTHBHOI 3[aTHOCTI Ta came
peasizalisi KpeaTHBHUX YCTAHOBOK OCOOMCTOCTI KOMIO3UTOpa i 3abe3reuye BOJIO IX TBOPUOro BTiUICHHS. KpeaTnBHi sIKOCTI He €
BUHATKOBHMH BJIACTUBOCTSIMH KOMIIO3UTOPIB, KPEaTHUBHICTh y TaKiil jk€ CTYINEHI € XapaKTepHOIO0 PHUCOI0 BHUKOHABIS y HOro
TBOpUil AiAIBbHOCTI, 00 KPEaTHBHICTH CIiJ] PO3YMITH SK BJIACTUBICTH, IO 3a0e3Nedye pO3BUTOK TBOPYOi ocobucrocTi Ta il
3[IaTHICTB JI0 CTBOPEHHSI HOBOT'O XY/I0’KHBOTO SIBUILA, TBOPYOTO MPOIYKTY.

KaouoBi caoBa: KpeaTiBHICTh, KpeaTUBHE MUCICHHS, I[ICUXOJIOTiSI MUCTENTBAa, BHKOHABCHKE MHCTEITBO,
KOMIIO3UTOPCHKA JiSUTBHICTb.

Xopowasuna Enena Anamonvesna, xanouoam uckyccmeogeoeHus, u.o. 0oyenma xagpeopvl HapoOHLIX UHCTNPYMEHNO8
OHMA umenu A.B. Hedxcoanogoil.

KpeaTupHocTh Kak (paKTOpP TBOPYECKOii BOJIH B KOMIIO3UTOPCKOI M HCIIOJTHUTEIbCKOM TesITeIbHOCTH.

Leabr0 AaHHOW CTAaThU SIBISCTCSA BBIABICHUE BEOYIIMX ACHCKTOB (PCHOMCHA KPEATUBHOCTH KaK TJIaBHOTO (hakropa
TBOPYECKON CBOOOJBI B KOMIIO3UTOPCKONM W WUCIIOJHUTEIHCKOW JeATeIbHOCTH. MeTOmMO0J0Tus JaHHON CTaThu OasupyeTcs Ha
CIMHCTBE TAaKUX MCTOAMYCCKHX IOJXOJO0B KaK ICHXOJOTHYCCKUH, MY3BIKaJbHO-UCTOPHUUCCKUHM, COLUOKYJIBTYPHBIH,
aKCHOJIOTMYECKUI W MHTEPIIPETATHBHO-TEKCTONOrHuecKkuii. HaydHasi HOBH3HA OIPE/CIsIeTCS C OJHON CTOPOHBI BBISBICHHEM
HOBBIX HAIpPABJICHUI HCCICAOBaHUS ()CHOMCHA KPEaTUBHOCTH KaK KIIOYEBOI'O BO MHOTHUX HCCICAOBAHHUAX ICUXOJIOTUH
UCKYCCTBA, C JPYro — YriIyOJICHHBIM H3yYCHHEM MPUHIUIIOB HCIIOIHUTEIBCKOW U KOMITO3UTOPCKOM IEATEIHbHOCTH Kak



TBOpUYecKoro akra. BeiBoabl. Hanboslee 3HAYMTENLHBIME XapaKTEPUCTUKAMU MY3BIKH Kak 0co00¥ (GOpMBI OBITHS MCKYCCTBA,
MOXKHO Ha3BaTh KPEATHBHOCTb, KOMMYHHKAOEIbHOCTb, LIEJIOCTHOCTh M CHHKpeTH3M. KpeaTWBHOCTH IpPU MY3bIKOBEIYECKOM
paKypce HM3ydeHUs, MPEACTaBIAETCS (PaKTOPOM, CIIOCOOCTBYIONIMM XYI0KECTBEHHOM OCBOSHHIO MHpa, MpuolOpeTraer ocoboe
3HAYCHUE B YCJIOBHUSIX CTAHOBJICHUS HOBOW MHPOBO33PCHYCCKOHN MapaJMIMBl «rI00aTbHON KPEaTUBHOCTH». MHOXECTBCHHOCTh
TBOPYCCKUX HJCH W BapUAHTOB HMX PEIICHUS MOXXHO PacCMATPUBATh KaK MPHU3HAK 3PENIOi MY3BIKAIBHO-IIPOU3BOIUTEIIBHOMN
CIOCOOHOCTH U UMEHHO peaji3alus KPEaTHBHBIX YCTAHOBOK JINYHOCTH KOMIIO3UTOpA U 00ECIICUMBACT CBOOOIY UX TBOPUECKOTO
BorutonieHus. KpeaTuBHbIe KauecTBa HE SBISIOTCS MCKIIOYUTEIEHBIMU CBOMCTBAMH KOMITO3UTOPOB, KPEATHBHOCTH B TaKOW XKe
CTCTICHU SIBJISICTCS XapaKTEPHON 4YepTOil MCIONHUTEIS B €r0 TBOPUYCCKOW JCSITEIBHOCTH, TaK KaK e¢ CIeAyeT MOHUMATh Kak
CBOMCTBO, 00CCIICYHMBAIOIICE PA3BUTHE JTUYHOCTH U CIIOCOOHOCTh K CO3/IaHUI0 HOBOTO XYJ/IOKECTBCHHOTO SIBJICHHUS, TBOPYCCKOTO
MPOIyKTa.

KaroueBble ci10Ba: KpeaTWBHOCTh, KPEATHBHOE MBIIUICHHE, MCUXOJIOTHS HCKYCCTBA, HCIIOJHHUTENHCKOE HCKYCCTBO,
KOMITO3UTOPCKAs IEATEIbHOCTb.

Relevance of this article. Creativity, understood as a complex phenomenon, appears
to be a unified, coherent and well-functioning system, the development and modification of
which depends, firstly, on social factors, and secondly, on the specific objective components
coming from the type of activity and the general professional orientation of creativity, and
thirdly, from the individual personal manifestations of creativity of a particular person. So,
the manifestations of creativity within the framework of musical creativity can be completely
different not only in different specializations (performers, composers), but also within the
same research group. On the contrary, in any case, we will be faced with absolutely unique
characteristics, as this is directly related to the individual properties of the individual.

The purpose of this article is to identify the leading aspects of the phenomenon of
creativity as the main factor of creative will in composing and performing activities. The
methodology of this article is based on the unity of such methodical approaches as
psychological, musical-historical, socio-cultural, axiological and interpretive-textual.
Scientific novelty is determined by the discovery of new trends in the study of the
phenomenon of creativity as a key in many studies of the psychology of creativity, on the
one hand; on the other hand, an in-depth study of the principles of performing and
composing as a creative act.

Literature review on this topic. In most contemporary works that study the
phenomenon of creative individuality, a special place is given to the notion of creativity,
about which D. Kirnarska speaks as about the mysterious ability of the soul and mind to give
birth to the new, and not to reproduce the old [4, p. 16]. The etymology of this notion is
traditionally traced either from the Latin word "creo - to create, create”, or the one that
completely coincides with it in the content of the English word “create”. The phenomenon of
creativity is one of the key to many studies in the psychology of creativity, which explains
the plurality of its interpretations and definitions, which, according to K. Torshyna, there are
more than sixty. This is explained by the fact that the desire to justify the definition of



creativity falls on the usual "conceptual schemes" [5]. They are not applicable to this
category, that is why the understanding of creativity is directly related to the general
methodology of research, within which there is an attempt to justify this category.

Basic presentation of the material. Analyzing the existing definitions of creativity in
her work, K. Torshyna distinguishes six types of categories among them. The first type
includes definitions called the author as gestaltist, in which creativity is understood as the
process of destruction and change of existing gestalt for the formation and construction of
the best; K. Torshyna relates the innovative concepts of creativity, aimed at evaluation in
accordance with the level of novelty of the creative process result to the second type; the
third type includes the aesthetic or expressive notions of creativity, in which the main
emphasis IS on expressing creative ideas and create the self-realization; the fourth type, in
accordance with the concept of K. Torshyna, includes psychoanalytic or dynamic definitions
of creativity, based on the concept of the relationships I, It and Over-I; up to the fifth type,
the researcher refers problem definitions of creativity, that means that the possibility of
justifying the category of creativity is seen through the consideration of the processes of
problem solving; and finally, to the sixth type there were assigned all the definitions that did
not fall under any of the above-mentioned types, including rather vague and debatable [7].

As you know, the concept of creativity has become widespread after the release of the
works of American scholars J. Guilford, E. Torrens, E. Thorndike. After J. Gilford
substantiated the fundamental difference between two types of mental processes - convergent
and divergent, the problem of creativity began to be considered from the standpoint of
cognitive psychology. We emphasize that J. Guilford considered the basis of creativity to be
the very divergent type of thinking, which formed the basis of numerous studies that
continue and develop this idea. In his works, J. Guilford allocates sixteen factors of
hypothetical ability, characterizing creativity, namely - mobility of mind, speed, non-
standard and originality of thinking, special sensitivity of consciousness and to the problem,
etc. Summarizing the characteristics of these qualities, J. Guilford gives them the general
name - divergent thinking, defining it as an important and relatively independent component
of intelligence [5, p. 18].

Thus, divergent thinking is first and foremost interpreted as the ability of a person to
produce equivalent alternatives to solving a creative problem in response to changing the

circumstances and new situational conditions. This allows us to speak of creativity as a



multidimensional and multi-level phenomenon that is revealed through divergent thinking,
which, in turn, can be regarded as an integral basis of creativity.

The study of the structure of creative thinking leads most researchers of this problem
to the conclusion that the basis of creative thinking is association. M. Kovaleva believes that
"creative thinking is formed as a result of new combinations of associations between the
elements," and "the more distant are the associations between the elements, the more creative
thinking is considered - provided that these associations meet the requirements of the task
and are characterized by usefulness” [5, p. 19].

Thus, J. Guilford described the main parameters of the phenomenon of creativity:
firstly, it is an original judgment and the ability to detect a broad associative field of the
problem, while finding unexpected solutions to the tasks; secondly, this is the ability not
only to identify the main properties of the object under consideration, but also to offer new
possibilities for its application - "semantic flexibility"; thirdly, it is the ability of a person to
rethink the original form of the stimulus in such a way as to create the possibility of using its
properties redefined in a new way; fourthly, it's the ability to generate non-standard ideas in
a spontaneous situation - "spontaneous semantic flexibility" [3, p. 162].

Accepting the main theory of J. Guilford, E. Illyin nevertheless allows himself a
number of refinements — “it is legitimate to recognize the approach to the problem of foreign
psychologists, which distinguish four aspects in the problem of creativity: the creative
process (as ability), creative product, creative personality and creative environment. The
latter understand the scope, structure, social context, forming requirements for the product of
creativity” [3, p. 158].

We note that under the creativity E. Torrens understands the expression of
susceptibility “to problems, lack of knowledge, their disharmony, discrepancy, etc.; fixing
these problems; search for their solution, offering hypothesis; finally, the formation and
message of the solution outcome” [3, p. 158]. For revealing the level of creativity of the
approach at all stages of the creative act, E. Torrens and his associates in this matter E.
Thorndike offer a group of tests designed to identify existing abilities and hidden creative
potential.

D. Kirnarska, as well as a number of other researchers, considered this principled
position of American scholars rather vulnerable, because their suggested concept could not

fully meet their own task. Most of the current research that uses Torrens tests applies them to



identify four important indicators of creativity, namely speed, flexibility, originality and
elaboration. D. Kirnarska points out that in an effort to better understand the creativity of E.
Torrens and E. Thorndike, they created tests in which the main attention was paid to
revealing the quantity and originality of the mental product.

Moreover, their way of revealing creativity seemed to D. Kirnarska quite doubtful,
because, in her opinion, to determine the creativity of the individual in accordance with her
ideas about the use of "bricks, needles, newspapers, balls and other innocent objects in a
rather unusual way" was not entirely correct [4, p. 16]. She wittily notes that if the subjects
offered for the tried one did not acquire a new meaning and it did not find them new
application, then the conclusion of the test for him would be disappointing [4].

It is no accident that the musicologist D. Kirnarska questioned the absolute objectivity
of the offered tests because it is in the field of musical creativity, the definition of creative
abilities and the degree of creativity exclusively with the help of test tasks can hardly be
regarded as a fairly objective assessment. This equally concerns both performing and
composer creativity, as each of these types of professional music requires a much more
complex approach to revealing its essence.

This situation has led to the fact that in the last third of the twentieth century practical
psychology and psychodiagnostics proved to be inadequate in identifying creative abilities
and creative possibilities of the individual, applying for this system of tests. Moreover, it
became apparent that the results obtained through test checks were most often found not by
personal characteristics and unique creative properties, but due to the origin of a person, his
education, and sometimes banal preparation for the test. To clarify this difficult situation, a
number of scientists took a detailed examination of the methodology and the theoretical
justification of the definitions used in the field of psychology and individual differences in
mental activity.

Thus, M. Kovalyova, following K. Martingale, argues that creativity should be
understood more as a general personality trait than to represent it as a cognitive ability.
When studying the degree of creative will and the level of creativity of the individual, many
scientists build their research in such a way that in their works creativity appears as a set of
personal factors.

E. llyin in his work "Psychology of creativity, giftedness" proposes to consider

creativity "as a process of constructive transformation of information and the creation of



innovative results, subjective and objectively significant" [3, p. 160], where creativity is
defined by them as a subjective "determinant of creativity, a systemic (multidimensional,
multilevel) psychic creation" [3, p. 160].

In other words, creativity is determined by the ability to express innovation changes in
all life spheres of human knowledge that include the processes of thinking, communication
and professional activity "at levels: personality (potential) - process - result" [3]. At the same
time, the author notes that any creative process is the implementation of two divergent
trends, namely the creative tendency, on the one hand, and the tendency of destruction and
reconstruction of existing stereotypes, on the other hand. Taking this into account, the
phenomenon of creative behavior can be interpreted as "creative destruction™.

Often, we can encounter practically synonymous with the concepts of creativity and
creative potential, and that is not entirely correct. The phenomenon of creativity has its
potential and actual form, and therefore a wider conceptual field of values, compared with
the notion of creative potential. In a potential form, creativity is not recognized by the
person, but is present in it as an obscure image, perceived as close in spirit, but remote in
time, and, most importantly, is always ready to go into its active phase - the actual form (the
revealed creativity).

The phenomenon of creativity seems to be a single, coherent and coordinated
functioning system, the development and modification of which depends, firstly, on social
factors, and secondly, on the specific objective components corresponding to the type of
activity and the general professional orientation of creativity, thirdly, from the individual
personal manifestations of the creativity of a particular person. Thus, the manifestations of
creativity within the framework of musical creativity can be quite differently oriented not
only in relation to professional orientations (performers, composers), but also within the
framework of one research group.

In other words, creativity, which manifests itself as composers, can not be the only
unchanged basis with completely identical characteristics in all investigated cases. On the
contrary, in each case we will be faced with unique characteristics, because it is directly
related to the unique properties of the individual. So, if we look at the psychological
structure of creativity, we can conclude that it consists of motivational, affective, aesthetic,

intellectual, existential creative parameters.



Throughout the entire path of studying the problem of creativity, many researchers,
following the "first movers" by E. Torrens and his associates, developed and offered their
own parameters and criteria for assessing creativity. M. Kholodna offers the following set of
properties of intellectual activity as a criterion of creativity: speed that the investigator
interprets as the presence of a certain number of ideas arising in a unit of time; originality, as
the ability to produce non-standard ideas and to find unexpected solutions that differ
significantly from the generally accepted, typical answers; susceptibility, understood by M.
Kholodna as a special sensitivity, receptivity and attentiveness to non-standard details, as
well as the ability to flexibly and quickly switch from one idea to another; metaphoric
understood as it is, the ability to work in a fantastic, "impossible” context, the tendency to
use symbolic, associative means for expressing their thoughts, as well as the ability to see
complex in the simple, and, conversely, simple in the complex [3, p. 164]. In this case, the
possibility of a rapid transition from one type of phenomenon to a distant in the content of
another can be defined as the flexibility of thinking.

Indicators of creativity or divergent abilities, as it is noted in many studies, can not
fully reflect or determine the possible creative achievements of a person and not in his
everyday life, and not in professional activity. A wide range of interests and a unique inner
intellectual activity provides a special motivation for a creative individual, since creativity
characterizes the highest level of activity in which a person is able to rethink and modify a
social environment in accordance with its internal needs, motive forces and special
motivation.

The ability of creativity to rethink and transform previous perspectives and persistent
ideas can be considered one of the most important parameters and dynamic characteristics of
creativity. In many works, for example, in the works of L.S. Vygotskyi, this ability is
directly connected with the imagination and principles inherent in it for the principles of
emotional thinking. The author writes that "art is the work of thought, but very special
emotional thinking, and even after the adjustment, we have not yet solved the main task that
faces us. It is necessary not only to find out exactly what the laws of emotional thinking
differ from other types of this process; one needs to further show how differ psychology of
art from other types of the same emotional thinking" [2, p. 70]. He further points out that one

of the most important features of the imagination is the desire to "recombine™ the images.



It should be noted that explaining this phenomenon L. Vygotskyi chooses the field of
music as the most convenient reason to determine his position - explaining the process of
forming a creative idea, he says that the choice of "representations, images, actions, replicas
obey the same by the laws of artistic couplings, which obey the grip of sounds in a melody"
[2].

The process of forming the creative ideas and the creative trends associated with it
testify to the presence in a concrete creative person of a developed internal plan of action,
which is the result of the desire to structure their own interests, convictions, creative
aspirations and formulate creative tasks for themselves, personal motivation. In other words,
without a consciously constructed and clearly structured plan of action, the process of
productive work seems rather dubious.

Analyzing the problem of creative personality, creativity can be regarded as a state and
as a process leading to an understanding of the phenomenon of creativity. At the same time,
it is quite natural to relate creativity and interpretation, since any work involves an
interpretation, and any interpretation assumes if not creativity in full (since the will of
interpretation is nevertheless limited to the amount of information contained in the object of
interpretation) , those co-creation.

In our case, special attention should be paid to manifestations of personal expression
in creativity, realized with the help of creative personality settings - autointerpretations (O.
Stoletov), which in many respects are faced with the category of autocommunications, whose
study was initiated by Y. Lotman in works devoted to the semiotic aspects of culture [6].
Under autocontraction, he understands the process of increasing information during the
transformation of the outgoing message in the "I-I1" system with the help of the influence of
external code that shifts the context: "Functionally, the text is used not as a message, but as a
code when it does not add to us any new information to the existing one, transforms self-
reflection of the person generating the texts, and translates the existing messages into a new
system of values "[6, p. 37-38].

M.M. Bakhtin in his "Aesthetics of verbal creativity" marked the basic principle of
aesthetic development of any phenomenon as a view from the outside of the object under
consideration, the introduction of a "transcendental background": "... The author should find
a point of support outside of it, so that it becomes an aesthetically complete phenomenon ..."

[1]. In this case, alienation is required both in spatial and temporal and semantic variants.



Conclusions. Creativity, communicative, integrity and syncretism are the most
significant characteristics of music as a particular form of being of art. Creativity in the
musicological perspective of studying is a factor contributing to the artistic development of
the world, which is of particular importance in the context of the emergence of a new
ideological paradigm of "global creativity" (V. Yakovlev) [8].

The discussion of the phenomenon of the creative personality in musical culture is a
constant object of study of many musicologists, with a demonstration of a different
understanding of the functional, psychological, artistic properties of the composer and
performer. So, considering the phenomenon of composing, D. Kirnarska notes that at the
initial stage of training the composer is allowed to use the "soft copy", that means that he is
allowed to rely on the existing composer's experience to create "variant copies of another's
music" [4, p. 270]. However, the true artist is distinguished by the relentless desire to find his
voice and "unique musical personality.” The own creativity becomes the main ally and
assistant of the creative person in this desire and the movement, in the direction of finding
itself in music.

The plurality of creative ideas and variants of their solution can be considered as a
sign of mature musical-productive ability and the very realization of creative settings of the
personality of the composer. It provides the will of their creative embodiment. Creative
qualities are not the exclusive properties of composers; creativity is, to the same degree, a
characteristic feature of the artist in his creative activity, as creativity should be understood
as a property that ensures the development of the creative personality and its ability to create

a new artistic phenomenon, creative product.
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